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study  of  Arab  genres  and  styles,  in  their  modern  development,  would 
provide remarkable examples of branching-out and  interchange of  forms, 
and  of  permutations  between  form  and  content.  The  whole  evolution  of 
these  societies  might  be  reconstructed,  we  believe,  by  studying  these 






























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































We  thought  of  creating  this  company  because we  believe  that  the  ideal 
means to fight against the vices and depravity conveyed by the films that 
come  from  the  West  lies  in  the  success  of  our  modest  efforts  in  this 
factory. It will enable us to produce Egyptian films, with Egyptian subjects, 
Egyptian  stories  and  Egyptian  aesthetics,  films  of  high  value  for  us  to 
project  in  our  country  and  in  its  Eastern  neighbors.  –  Ṭal`at  Ḥarb  in  his 


























peoples  of  the  East  and  those  calling  for  the  ignoring  of  our  past  and 
turning with all our might in the Western direction; and hence the revulsion 












































































































































































1. The  Arabic  language  must  always  be  in  the  credits,  the 
program, and in the films. 
2. Arabic translation must be accurate and in the correct style. 
3. The  Egyptian  is  the  owner  of  the  country  and  thus  must  be  
respected. 






































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































It  has  been  found  that  the  scenario  that  is  presented  in  simple 
environments,  such as workers  and peasants,  has  very  limited  success. 
The  cinema,  in  fact,  is  essentially  based  on  the  sets.  However,  the 
masses that constitute the overwhelming majority of the audience, do not 
like to find the miserable settings in which they live every day. Instead, the 
common people  dream of  seeing  the environments  that  they  sometimes 
read of  in  the stories of  the novels. We will beautifully present  them with 
intense  and  well-constructed  drama,  with  an  engaging  plot,  [but]  these 
people will  not  like our  film  if  they  recognize  the decor and ambiance of 
their  daily  lives.  –  Film  director  Aḥmad  Badrakhān  in  his  1936  book  al-
Sīnimā / The Cinema (quoted in Farid 1973, 42) 
 
[The]  slavish  imitation  of  American  film  by  our  filmmakers.  Producers, 
writers  and  directors  compete  in  the  adaptation  of  American  film  for  the 












































































































































































































































































































































































































































































































































































































































































































The  harshest  criticism  of  genre  cinema  in  general  is  that  genres  have 
usually affirmed the status quo and its existing values, and have resisted 
any  innovation  or  change.  More  often  than  not,  these  values  express 
dominant  mores  and  ideology.  They  provide  easy  formulaic  answers  to 






















































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































a  century  of  continuous  progress,  have  better  tools  than  ours  and  are 
more capable of serving our country … Or do we want people to say that 
the “national spirit” of artists  in 1919 was stronger and that  their belief  in 
their  cause was greater?  (Ḥassan Fāyīq, quoted  in Awad and Hamouda 
2007, 375)1 
 
It  is  a  fact  that  the  cinema  in Egypt  is  currently  undergoing a  crisis  that 
threatens  to  take  with  it  this  emerging  industry.  Is  it  the  fault  of  our 
filmmakers? Is it because the tastes of the spectators are very diverse and 
contradictory? Is it because of the excessive severity of our censorship? Is 


















































































































































































































































































































































































































































































































































7 Directed by Mark Donskoy, this was the second Soviet film based on Maxim 
Gorky’s 1907 social realist novel. The 1926 silent film, directed by Vsevolod 



















































































































































































































































































10 In that same year, Egyptian filmmakers produced their first film in 
Cinemascope: Dalīla (1956); it was directed by the innovator Moḥammad Karīm, 




























































































































































































































































































































































































































































































INTRO  A  B  A     * 
* see Table 5.3 
Table 5.3: Further details of the structure of “Eih fāydit ‘albī” 
TANGO INTRO [partial A – a a b]  mm. 1-15 
TANGO A [a a b c]  mm. 16-37 
TANGO B [d d d e f]  mm. 36-76 
TANGO A [a a b c]  Repeat of mm. 16-36 
MAWWĀL    
Partial TANGO B [f]  Repeat of mm. 69-76 with different 
lyrics and descent to the tonic in the 
accompaniment 
 
  Example 5.1 is a transcription of the instrumental introduction, along with 
sections A and B of the tango. The performance of these two sections is followed 
by a repeat of the A section, and the mawwāl improvisation. The performance 
ends with a repeat of the last eight measures of the B section, sung to different 
lyrics, and featuring a descent to the tonic in the final cadence of the 
accompaniment. 
 
 
311 
  The instrumental introduction (mm. 1-15) presents a portion (a a b) of 
section A (a a b c) that is then presented in a vocal rendition.  In section A (mm. 
16-37), the musical phrases that accompany the first two lines of verse (A-a, mm. 
16-19) are related by the use of melodic sequence and are cast in a mode 
resembling D harmonic minor, likely maqām Nahawānd on D. These lines are 
repeated before the presentation of the next three lines of text in sub-section A-b 
(mm. 23-19). The first two phrases of this subsection also feature the use of 
melodic sequence, along with an underlying harmonic progression that 
resembles a circle of fifths progression, a compositional convention that Farid 
may have been exposed to when singing in the French school choir as a child. 
The next line of text (mm. 27-29) stands alone melodically and returns to a minor 
feeling (Nahawānd). The A section concludes with setting the last two lines of 
text to four musical phrases each (A-c, mm. 30-37), and then the melody 
descends to the tonic in a manner consistent with Arabic compositional practice. 
The first of these final phrases returns to a major feeling while the concluding 
phrase modulates back to Nahawānd. Overall, this section displays a mixture of 
Western and Arabic melodic and modal practice. 
  The B section (mm. 36-76) is slow and stately, as is the group dance 
performed to it. Neither the dance nor most of the music in this section resemble 
tango. The emphasis on the fifth degree of the scale [A] instead suggests a 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preparation for the modulation to Bayyātī on A that will happen in the mawwāl 
section. The final eight measures (A-c, mm. 69-76) sound a bit more like a tango, 
especially in the syncopated accompaniment.  
  As is the case with many film songs of this period, it is the instrumental 
accompaniment of “Eih fāydit ‘albī” that more clearly borrows from Western 
musical practice. The instrumentation, familiar from other Farid tango-inspired 
songs, includes the accordion and clarinet, as well as strings. Also familiar are 
the ways in which the instruments are used, including overlapping instrumental 
interludes, syncopation, and the marking of each quarter note, as well as chordal 
accompaniment, and the familiar sol to do cadence, all of which are consistent 
with Argentine tango practice. The addition of a chorus provides a sort of 
classical dignity that was evident in many formal performances of film songs in 
this period. Even the mawwāl section is accompanied by a mixture of local and 
Western timbres, including the accordion playing a syncopated rhythmic ostinato, 
along with prominent naī and qānūn parts. After the mawwāl, Farid returns to the 
last few measures of section B (B-f, mm. 69-76), with a different set of lyrics. The 
piece then concludes not with the expected sol –do cadence, but instead with a 
descent to the tonic in the accompaniment. Overall, this song displays elements 
that characterize it as a post-revolution Farid tango-inspired song in its Arabic 
construction and Western arrangement. 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Example 5.1 Transcription of the introduction and tango-inspired sections of “Eih 
fāydit ‘albī” 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 In the case of “Mīn ya`rif” (“Who knows”) [Table 5.4], from Ahed al-Hawa 
(1955), Farid fused Latin rhythm and Arabic melodic line into a syncretic form 
that is more Arabic than Latin. At around nine minutes it is quite long for a film 
song that did not feature changes in the mise-en-scene to help keep the attention 
of the audience. It instead follows in the tradition of Abdel Wahhab’s “additive 
linearity” approach to song composition. The prominence of the piano in the 
accompaniment may seem to suggest that this song was inspired by the West 
but, as with many film songs from this period, it is in the melodic and modal 
construction that the Egyptian nature of the composition is apparent. 
Table 5.4: Structure of “Mīn ya`rif” 
INSTR. 
INTRO. 
VERSE 
1 
VERSE 
2 
VERSE 
3 
VERSE 
4 
 
  The main theme is composed in the Arabic maqām Kurd, which is 
characterized by low second and third degrees.  The instrumental responses that 
follow each line of verse are a common feature of Arabic vocal compositions, as 
is the brief refrain that occurs at the end of each verse.  This melody is laid on 
top of a habanera rhythm.  The overall structure of the song resembles that of 
mid-twentieth century Egyptian popular songs rather than Western ones. It 
begins with an instrumental introduction that sets the rhythm and states the main 
theme.  This is followed by a vocal rendition of the same theme.  Instrumental 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interludes follow the first and second verses.  The third verse is followed by a 
choral rendition of the main theme.  The final verse is presented in an 
improvisational style, without rhythmic accompaniment, beginning with an ūd solo 
and ending with the refrain.  The overall melodic construction of the composition 
reflects the arch-like shape common in Arabic musical presentations as it 
reaches a high point in the third verse and makes its way back down to the tonic 
by the end.   
  Like the stories and the function of the songs within them, the style of the 
songs featured in the musical films of the early Nasser era reflect a patriotic pride 
in Egyptian culture through their use of more Eastern forms in the construction of 
the songs. Western arrangement techniques of instrumentation and harmony 
added grandeur to the presentations of the songs but the structures tended to 
follow the norms of the Arabic musical tradition. Even the songs written by Farid 
that incorporated tango used it less as a central structural element and more as a 
stylistic detail. These were songs designed to sound more Egyptian in the most 
impressive possible way. 
 
Conclusion 
  The nature of Egyptian musical film in this period of early independence 
was both regressive and progressive. There was a conscious rejection by 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filmmakers of the frivolous musicals of the forties in favor of the more serious 
artistic model followed in the early days of the Egyptian film industry. This return 
to drama as an educational tool appears to have been fueled both by the artistic 
frustration of filmmakers and encouragement from media savvy politicians. Film 
was once again put into the service of society. Many of the resulting films, 
especially those starring Abdel Halim Hafiz, could be described as Egyptian 
musical rhetorical realism. In these films the reality lay in the situations in which 
the characters found themselves and the rhetoric that inspired these plot 
elements. The settings of these stories, in contrast, were often not so realistic, 
including the totally unrealistic conventions associated with the presentation of 
songs in musicals. This combination of the real and fantastical may seem an odd 
combination but it was not unheard of in the American musical theater and film 
tradition. Based on the Edna Ferber novel of the same name, the 1927 
production of Show Boat, with a libretto by Oscar Hammerstein and music by 
Jerome Kern, dealt with the social issue of racial prejudice at a time when African 
Americans were still more often caricatured in American musicals than 
realistically portrayed. Hammerstein later dealt with this issue again in South 
Pacific (1949),16 most pointedly in the song “You’ve Got to Be Carefully Taught.” 
                                                        
16 The music was by his frequent collaborator Richard Rodgers. 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 Hollywood remained largely escapist in its approach to musical film in the 
1950s and often resorted to cinematic presentations of successful stage 
musicals, with few changes from the original productions. In contrast, the 
Egyptian musical film industry reinvented itself as an active participant in the 
building of a new Egypt. The songs and their singers would bring the audience 
into the movie theater and keep them entertained while the social message of the 
film was relayed. The way in which the songs were integrated into the plots 
became more sophisticated, with functions that served the stories and the 
messages they carried. Underscore construction also became more customized, 
with songs featured as leitmotifs and the semantic use of incidental music to 
represent the moral dangers of the West.  
  One message that was carried in the music itself was a renewed interest 
in local models for musical structure. This tendency was tempered by the 
increased use of Westernized arrangement in the presentation of the songs. 
Perhaps more than ever before, the message and the music were essentially 
Egyptian, but the continued use of Western narrative and musical elements 
suggests that Egyptian filmmakers and composers still saw the West as a model 
of modernity worthy of imitation. 
  Musical film production continued in Egypt throughout the 1960s but 
comedies became more popular amongst the general movie-going public. The 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rise of the “social realism” school of filmmaking resulted in more serious films that 
tended not to include many, if any, musical performances. As in America, and 
elsewhere, the golden age of the musical ended in the early 1960s and the genre 
has not returned to its former glory. 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Figure 5.1 Cecil B. DeMille and 
Gamal Abdel Nasser meeting 
to discuss the filming of The 
Ten Commandments (1956) 
(Ahl al-Fann  November 11, 
1954, p.46) 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.2. One of many 
pictures of Abdel Halim 
Hafiz in bed (Ḥasanayn 
1995, 53) 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Figure 5.3. Abdel Halim and Kamāl al-
Ṭawīl (Ahl al-Fann, November 1954) 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.4 Moḥammad al-Mūgī 
(Ḥasanayn 1995, 70) 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Figure 5.5. Abdel Halim and 
Mohammed Abdel Wahhab 
(Ḥasanayn 1995, 128) 
 
 
 
 
 
 
 
Figure 5.6. The cast of Ayāmnā al-Ḥelwa  (1955) – from left right: Abdel Halim 
Hafiz, Aḥmad Ramzī, Faten Hamama, and Omar Sharif 
(http://en.wikipedia.org/wiki/File:Ayyamna-al-Helwa.jpg. accessed August 16, 
2011) 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Figure 5.7 Abdel Halim Hafiz at the piano playing the introduction to “Lā talumnī” 
(still from Laḥn al-Wafā’, 1952) 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.8. Silhouettes of saxophones (still from Laḥn al-Wafā’, 1952) 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Figure 5.9. Still from “Laḥn al-Wafā’’” (Laḥn al-Wafā,’ 1952) showing a large and 
varied accompanying ensemble. 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Figure 5.10. Statement by Abdel Wahhab and Barakat from the press book for 
Ayām wa Layālī (1955) (Courtesy of Walter Armbrust). 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Figure 5.11 – A serious Farid preparing to sing his farewell finale in still from 
Wadd`at Ḥubbak (1956) 
 
Figure 5.12. Still of Abdel Halim serenading Imān with “Ana lak `ala tūl” in Ayām 
wa Layāli (1955). 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Figure 5.13. Yeḥia (Abdel Halim), his brother Fatḥi (Kamāl Ḥussayn), and the girl 
they both love (Imān) from the press book for Ayām wa Layāli (Courtesy of 
Walter Armbrust) 
 
Figure 5.14. Still from Ahed al-Hawa (1955) featuring numerous pianos in the 
performance of  “Mīn ya`rif.” 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Conclusion 
  The films discussed in this dissertation, and the music they feature, 
exemplify various aspects of the creative adaptation of cultural forms. They also 
continue to resonate with Egyptians as valued cultural objects. The films are 
regularly shown on television and widely available on DVDs and VCDs.1 I also 
often heard the songs on the radio in taxicabs. It seems to be the songs for which 
these films formed the setting that people remember best. During one taxi ride an 
elderly driver and myself got so wrapped up in singing Umm Kulthum and Farid 
al-Atrash songs that we missed the turn to my house. My singing and maqām 
teacher, Ahmed Mohsen, knowing of my research interests, made a point of 
using film songs to illustrate the modes I was learning, and our lessons were 
often extended by informal discussions of the films and their stars. Egyptians 
also expressed to me their opinions on the stars featured in this study: Abdel 
Wahhab and Umm Kulthum are still revered as serious artists and icons of 
Egyptian culture; Farid is made fun of for his over-the-top emotional delivery of 
songs, as exemplified in the cartoon featured in chapter 1 [Fig. 1.1]; Abdel Halim 
                                                        
1 The Saudi company Rotana has bought the rights to many of these films and 
shows them on a satellite channel called “Rotana Zaman.” They have also 
produced high quality DVDs of some of the films with English and French 
subtitles. Some Egyptians I spoke with have expressed the concern that Rotana 
may be deleting portions of the films that they feel are morally reprehensible. 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is sometimes criticized for being overly sentimental but admired for his patriotism 
and his battle against a life-long illness. 
  The narrative musical films produced in Egypt between 1932 and 1962 
exhibit a combination of elements appropriated from American film practice, the 
European literary tradition, and a wide variety of foreign musical sources. Thus, 
they cannot be labeled as imitations of the Hollywood form because this was not 
the only model for their construction. In addition, borrowed elements were often 
adapted for local use: the stories of French melodramas were altered to adhere 
to established Egyptian cultural values and to convey messages meant to 
enlighten a specific local, and larger regional, audience; and foreign musical 
styles, both Arabic and Western, were incorporated into compositions that are 
primarily Egyptian in character. It was in the area of song function that Egyptian 
filmmakers of this ‘golden era’ most closely imitated the American movie musical 
model. This fact suggests that comparative studies such as this one can reveal 
identifying characteristics of cultural forms that are evident in what has been 
retained when the forms are adapted. The adaptation of musical forms, such as 
the Argentine tango canción form, similarly reveals characteristics of the form 
that enable us to recognize its use as a compositional element while also 
displaying important aspects of local compositional and performance practice. 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 It is important to remember at the end of this study that Egyptian 
performers had been embellishing stories with songs for centuries before 
Napoleon’s invasion in 1798. What the French brought was a new way of 
presenting musical narrative in a venue dedicated to its performance. The 
Egyptian musical plays inspired by exposure to European musical theater 
presented adapted and original stories, along with melodies of local origin. The 
introduction of mass media to Egypt provided Egyptian writers, musicians, and 
filmmakers with a wider audience for their work than ever before. It also widened 
their exposure beyond direct contact with Europe, to include recordings of 
popular music from the United States and Latin America, as well as films 
produced in Hollywood and aggressively marketed around the world by American 
distributors. The content of their work, however, continued to be constructed for 
local, and regional, audiences. Egyptian filmmakers and composers of film songs 
had not abandoned their native culture in favor of another but instead adapted 
aspects of European, North American, and Latin American culture in the service 
of the development (taṭwīr) of their society. 
  The preference for melodrama, and the incorporation of local comic 
conventions, along with narrative content that addresses issues that were 
important to the Egyptian public, clearly distinguish the Egyptian singing film from 
the Hollywood movie musical. The narrative sources for the melodrama 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incorporated into Egyptian singing films were primarily French, including two film 
adaptations of Alphonse Karr’s1832 novel Sous les tilleuls (Damū`a al-Ḥubb, 
1935; and Risālat Gharām, 1954), as well as a 1955 version of Alexandre 
Dumas’ La dame aux camélias (Ahed al-Hawa). Nineteenth-century Arab 
playwrights, such as Salīm al-Naqqāsh, had recognized the power of melodrama 
to convey moral lessons. This use of the form is most evident early in the Nasser 
era, when it was combined with a type of ‘realism’ in films meant to educate the 
Egyptian public. The comedic elements of the plots, such as stereotypes of 
foreigners, and word play, were drawn from existing Egyptian dramatic traditions, 
rather than from foreign sources. 
  Musical films produced in India during the same period (1932-1962) also 
often incorporated melodrama as a central structural model. In the case of India, 
it has been suggested that, like Egyptian film, the source was French literature 
and drama, filtered through Parsi theater (Vasudevan 1989, 30). In contrast, the 
musicals of Hollywood’s “golden era” (from the 1930s through the 1950s) more 
commonly utilized a model that can be traced back to the New Comedy tradition 
of Ancient Greece. This difference in common narrative structure suggests that 
definitions of the movie musical that focus on this aspect are restrictive in an 
international context. Further research is needed on the narrative tendencies of 
musical films throughout the world in order to identify the most popular narrative 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models, as well as the indigenous and imported sources for these models. Wider 
studies of musical narrative performance, such as epic storytelling traditions and 
forms of musical drama on the stage, could also deepen our understanding of 
what kinds of stories are most commonly ornamented with musical performance, 
as well as how songs function within these performances. 
  The content of the stories told by the makers of Egyptian singing films deal 
with issues that were being debated by Egyptians during the three decades 
covered in this study. At the center of these debates was the problem of a 
modern Egyptian identity. Changing attitudes towards the ideal model of the 
modern Egyptian man are evident in the personas of Mohammed Abdel Wahhab, 
Farid al-Atrash and Abdel Halim Hafiz. The characters portrayed by Abdel 
Wahhab in the 1930s and early 1940s were more conservative in their adoption 
of Western customs and maintained a strong connection to their Egyptian 
heritage. This conservative cosmopolitanism is visually evident in his signature 
combination of an elegant Western suit and an Egyptian ṭarbush. The characters 
portrayed by Farid in the 1940s were less concerned with the dangers of 
assimilating Western values, and his status as a musician was sometimes 
presented as unproblematic. The enduring image of Farid is of a nightclub dandy 
with slicked-back hair and a dinner jacket (see Fig. 1.1). The persona of Abdel 
Halim signaled a return to more conservative attitudes regarding proper behavior 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for an Egyptian man. His customary collegiate sportswear represented the 
importance of education that is stressed in the plots of his films as well as the 
seriousness of his characters in comparison to Farid’s frivolous entertainer 
image. It must be noted here that this study focuses primarily on male stars but 
that the evolving identity of the Egyptian woman is also evident in the films 
surveyed here, who were often portrayed as more vulnerable to the pitfalls of 
Westernization. 
  The writers and directors of Egyptian mid-twentieth-century musical films 
also represented Egyptian modernity by featuring technology appropriated from 
the West in mediated performances, such as “Sahirtu” (Damū`a al-Ḥubb, 1935). 
Cultural customs regarding marriage, and the status of individuals (especially 
musicians and women), however, conflicted with long-standing local values.  This 
problem was addressed by constructing plots that resolved the dramatic tension 
caused by the contestation of these values. This could be done by the 
reinforcement of local customs regarding arranged marriage; the legitimization of 
professional musicians through their composition of “serious” music performed in 
a prestigious venue; or the redemption of a fallen female character through some 
kind of sacrifice. 
  The aspect that appears to be most promising in identifying the movie 
musical as a transcultural genre is the function of song. The primary function of 
  336 
entertainment is evident not only in films produced in Hollywood and in Egypt but 
also in other musical film systems as well as other types of musical narrative 
performance. Other functions are secondary to this primary purpose and can also 
be seen as methods of integration.  
  In Egyptian and Hollywood films, formal performance has been a common 
way of integrating songs into the plots of musicals. Cast a singer as a singer and 
you have a reason for them to sing. These performances, however, often have 
functions beyond entertainment. The grand finales of Farid al-Atrash’s films were 
designed to entertain but also functioned within the plots as the fulfillment of a 
professional goal. Yet another layer is added when the lyrics of the song are 
meant to convey a personal or patriotic message. They might be reaching out to 
a lost love via the media of the radio, as in “Sahirtu” (Damū`a al-Ḥubb, 1935), or 
“Low kunti yom ‘ansāk” (Maw`id Gharām, 1956). The message may also have 
been directly or indirectly addressed to a larger Egyptian, or Arab, audience. 
Farid’s celebrations of Arab musical culture are examples of such indirect 
address, while his performance of “Aḥnā Lehā” in Wadd`at Ḥubbak (1956) 
conveyed a patriotic message directly to the film audience. 
  Because of the status of musicians in Muslim society in the mid-twentieth 
century, the use of formal performance as a method of integration could be 
problematic. Less formal spontaneous performances by an amateur, such as 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those found in the films of Abdel Halim Hafiz, were one way to avoid the stigma 
of being a professional performer. The coerced performance of a singing slave 
girl might also be excused, but when she enjoyed it too much, as in Sallāma 
(1945), it could bring about her downfall.  
  The prevalence of formal performance as a method of integration in the 
Egyptian singing film differs from the norms of Indian film, in which songs are 
more often integrated into the diegesis and the stars are less often cast as 
performers. As noted by William O. Beeman, classical Sanskrit theater made no 
separation between the arts of music, song, and dance. Because Indian 
audiences are used to the integration of song and dance in narrative 
performance, the “artificial ‘break’ which is felt in the West when an actor bursts 
into song is thus less apparent to the Indian viewer “ (Beeman 1988, 11). In 
addition, the musical is not considered a separate genre in Indian film. Since 
narrative performance in India is expected to incorporate song and dance, most 
Indian films feature some singing and dancing. 
  This difference in the norms of song integration in Egyptian and Indian 
films suggests that Egyptian singing films do more closely follow the conventions 
of the Hollywood musical. Another aspect of the entertainment function also links 
Egyptian and American musical film: the audiences of both bodies of film went to 
see their favorite singers perform on screen. The audiences for Indian films go to 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see their favorite actors lip-synching to the voices of “playback singers.”2 Thus, 
Egyptian singing films were vehicles for musical performers in a way that Indian 
films are not.  
  Songs that function within the story world (diegesis) as emotional 
expressions of some sort are less likely to evoke suspicion because they are not 
presented as performances. This kind of function can also be found in many 
forms of musically enhanced narrative performance. It is the more common 
method of integrating a song into an Indian film and also became more popular in 
Hollywood in the ‘integrated’ musicals of the late 1940s. Further study of the 
relationship between stories and the songs that enhance them could help us to 
understand why these narrative functions of songs have developed. When do we 
expect a character in a story to sing? Stephen Neale might suggest that in film it 
is part of the system of expectation related to the genre of the musical (Neale 
2000a, 158). This only answers the “why” and not the “when.” Explorations of 
epic storytelling traditions, and various forms of musical theater, may reveal more 
similarities in the functions of songs in narrative performance throughout the 
world. Data gathered in such investigations could also support the argument that 
                                                        
2 This convention of using the voice of another performer has been common 
practice in Indian film since the introduction of the technology that made it 
possible in the 1930s. The singers, such as Lata Mangeshkar (b. 1929), have 
become stars in their own rights. While not unknown in the Hollywood and 
Egyptian film industries, the practice is much less common and the singers are 
often uncredited. 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Egyptian filmmakers were not just imitating these functions from the Hollywood 
tradition but that they may instead have recognized functions already in use in 
local narrative performance. 
  The final aspect of adaptation that has been examined in this study is the 
use of foreign musical concepts, forms, styles, and even particular works, in the 
composition of Egyptian film songs. These songs were not designed as imitations 
but instead were constructed in an effort to modernize Egyptian music through 
the infusion of foreign elements and to appeal to a cosmopolitan audience who 
had been exposed to a wide variety of music. The examples of the adaptation of 
the Argentine tango canción form featured in chapters 3, 4, and 5 reveal both 
characteristics of the borrowed form that enable us to identify its use, and 
elements of Egyptian musical practice that necessitated changes. In particular, 
rhythm, instrumentation, and the accompanimental sol to do cadence were the 
most prevalent markers of tango usage, while changes in intonation, use of 
mode, incorporation of improvisation, and overall structure marked the songs as 
primarily Egyptian in character. In addition, changes in the use of foreign musical 
elements are also evident in the songs discussed in this study. The use of 
European and Latin American elements in Abdel Wahhab’s early songs was 
fairly conservative. Increasing Westernization may be perceived in Farid’s songs 
from the 1940s, which more closely imitated the foreign forms he adapted for use 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in his compositions. Following the 1952 revolution, the songs sung by Abdel 
Halim display more conservative uses of Western musical elements. These shifts 
in musical style parallel the negotiation of Egyptian identity that was depicted in 
the plots of the films over these three decades. 
  The musical hybridity evident in Egyptian film song can also be found in 
the songs featured in Indian films. Alison Arnold (1988, 1991), Peter Manuel 
(1988), Gregory Booth (2008), and Anna Morcom (2007) have all explored this 
phenomenon, which, as in Egyptian film songs, includes the use of large 
ensembles, often featuring Western instruments; limited use of harmony; the 
adaptation of foreign musical forms and styles; and even the quotation or 
paraphrase of Western musical pieces. In this case as well the goal of Indian 
composers was not to imitate Western music, but to enhance their own through 
the infusion of foreign elements. Indian music director Salil Chaudhuri has gone 
so far as to suggest that “national integration has happened more in films than in 
politics and that also with the influence of Western music” (Booth 2008, 263). 
This comment is reminiscent of Mohammed Abdel Wahhab’s quest to create a 
form of modern Egyptian music that would appeal not only to the fellahīn but also 
to the misri effendi, thus uniting Egypt through music. In both cases the intent is 
not imitation but instead selective appropriation for the purpose of enhancing 
their own music. Some of the selected elements, such as instrumentation and 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harmony, may result in limitations on the use of local intonational and modal 
practices. Conversely, foreign forms and melodies may be transformed to adhere 
to the norms of the indigenous musical system. 
  Finally, I consider this work the first in a series of case studies on the 
movie musical as a transcultural genre. While extensive work has been done on 
Indian film there is still much to explore in musical film systems around the world. 
I plan to continue my research with a study of the Mexican musical “ranchero” 
film, as well as other musical films produced in Latin America. It is my hope to 
contribute to our understanding of the nature of the genre of the movie musical in 
an international context, as well as to explore what we can learn about musical 
forms and styles through an analysis of the process of hybridity. 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Appendix A: List of Films Viewed 
 
 
YEAR 
PREMIERE 
TITLE  CREDITS 
1933 
12/4/33 
al-Warda’ al-Baīḍa  / 
The White Rose 
 
STARRING: Mohammed ‘Abd al-Wahhab 
DIR: Moḥammad Karīm 
MELODY & MUSIC – Mohammed ‘Abd 
al-Wahhab 
LYRICS: Aḥmad Rāmī 
1935 
2/27/35 
Malikat al-Masārah / 
The Queen of the Stage 
STARRING: Badī`a Maṣābnī  
DIR: Mario Volpi 
MUSIC: Farid Ghaṣan 
1935 
10/10/35 
al-Ghandūra / The 
Female Dandy 
STARRING: Munīra al-Muhdiyyah  
DIR – Mario Volpi 
1935 
12/23/35 
Damū`a al-Ḥubb /  
Tears of Love 
 
STARRING: Mohammed Abdel Wahhab, 
Nagāt `Alī  
DIR: Mohammed Karim 
MELODY & MUSIC: Mohammed Abdel 
Wahhab 
1936 
2/1/36 
Wedād 
 
STARRING: Umm Kulthum 
DIR: Fritz  Kramp (Aḥmad Badrakhān) 
MUSIC: Benno Bardi [underscore & 
arrangement]; Riyad al-Sunbati, 
Zakariyya Ahmed, Mohammed al-Qasabji 
1937 
1/11/37 
Nashīd al-‘Amāl / 
 Song of Hope 
STARRING: Umm Kulthum 
DIR:Aḥmad Badrakhān 
MUSIC: Riyāḍ al-Sunbāṭī, Moḥammad al-
Qaṣabjī [songs];  Aziz Sadeq [“music”] 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1938 
1/24/38 
Yahya al-Ḥubb / 
 Long Live Love 
STARRING: Mohammed Abdel Wahhab, 
Layla Murād 
DIR: Moḥammad Karīm 
MUSIC: Mohammed Abdel Wahhab 
[“melody and music”]; Aziz Sadeq 
[“director of orchestra”] 
1940 
1/15/40 
Yom Sa’īd /  
Happy Day 
STARRING: Mohammed Abdel Wahhab, 
Samīḥa, Elham Ḥussayn, Faten Hamama 
DIR: Moḥammad Karīm 
MUSIC: Mohammed Abdel Wahhab 
[“melody & music”], Aziz Sadeq [“musical 
director”] 
1940 
9/29/40 
Danānīr 
 
STARRING: Umm Kulthum 
DIR: Aḥmad Badrakhān 
MUSIC: SONGS - Riyāḍ al-Sunbāṭī, 
Zakariyyā Aḥmad, Moḥammad al-Qaṣabjī 
[songs]; Moḥammad Ḥassan al-Shogā`i 
[underscore & music director] 
1941 
3/24/41 
Intiṣār al-Shabāb 
/Triumph of Youth 
STARRING: Farid al-Atrash, Asmahan 
DIR: Aḥmad Badrakhān 
MUSIC[songs]: Farid al-Atrash 
1942 
2/1/42 
Mamnū`a al-Ḥubb / 
Forbidden to Love 
 
STARRING: Mohammed Abdel Wahhab, 
Sāmīa Gamāl 
DIR: Moḥammad Karīm 
MUSIC: Mohammed Abdel Wahhab 
[songs]; Aziz Sadeq [director of music 
ensemble] 
1942 
11/16/42 
Aḥlām al-Shabāb / 
Dreams of Youth 
STARRING: Farid al-Atrash, Taḥīa 
Carioca  
DIR: Kemāl Selīm 
MUSIC: Farid al-Atrash [songs]; Aziz 
Sadeq [director of music ensemble] 
1942 
11/28/42 
Aida 
 
STARRING: Umm Kulthum 
DIR: Aḥmad Badrakhān 
MUSIC: Riyāḍ al-Sunbāṭī, Zakariyyā 
Aḥmad, Moḥammad al-Qaṣabjī [songs]; 
Moḥammad Ḥassan al-Shogā`i 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[underscore & arrangement] 
1944 
3/23/44 
Roṣasa f-il-Qalb /  
A Bullet in the Heart 
 
STARRING: Mohammed Abdel Wahhab, 
Rāqīa Ibrāhīm, Faten Hammama 
DIR: Moḥammad Karīm 
MUSIC: Mohammad Abdel Wahhab 
1944 
12/10/44 
Gharām wa Intiqām 
/Love & Revenge 
STARRING: Asmahan, Yūsuf Wahbi, 
Anwar Wagdi 
DIR: Yūsuf Wahbi 
MUSIC: Farid al-Atrash [songs]; 
Moḥammad Ḥassan al-Shogā`i 
1945 
4/9/45 
Sallāma 
 
STARRING: Umm Kulthum, Yeḥīa Shahīn 
DIR: Togo Mizrahi 
MUSIC: Riyāḍ al-Sunbāṭī, Zakariyyā 
Aḥmad 
1945 
10/1/45 
Shahir al-`Asil /  
The Honeymoon 
STARRING: Farid al-Atrash, Madīḥa 
Yūsrī, Moḥammad al-Bakkār  
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash [songs]; Aziz 
Sadeq 
 
1945 
11/19/45 
Gamāl wa Dalāl / 
 Gamal and Dalal 
STARRING: Farid al-Atrash, Layla Fawzī 
DIR: Estephan Rosti 
MUSIC: Farid al-Atrash 
1945 
12/31/45 
 
al-Ṣabr Tayeb / 
 Be Patient 
 
STARRING: Taḥīa Carioca / Ibrāhīm 
Ḥamūda / Maḥmūd al-Malīgī 
DIR: Hussayn Fawzi 
1946 
1/28/46 
Mā ‘Adirish / 
 I Can’t 
 
STARRING: Farid al-Atrash, Taḥīa 
Carioca 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash 
1946 
2/25/46 
Li`bet a- Siṭṭ /  
The Lady’s Puppet 
STARRING: Naguīb al-Rīḥānī, Taḥīa 
Carioca 
DIR: Wali al-Dīn Sāmeḥ 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1947 
3/27/47 
Habīb al-`Omar / 
 Love of My Life 
 
STARRING: Farid al-Atrash, Sāmīa 
Gamāl, Ismā`īl Yassin 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash 
1947 
12/10/47 
Fāṭma 
 
STARRING: Umm Kulthum 
DIR: Aḥmad Badrakhān 
MUSIC: Riyāḍ al-Sunbāṭī, Zakariyyā 
Aḥmad, Moḥammad al-Qaṣabjī; `Abd al-
Ḥalīm Nuira 
1948  Lestu Malākā / 
 I Am Not an Angel 
 
STARRING: Mohammed Abdel Wahhab, 
Nūr al-Hoda 
DIR: Moḥammad Karīm 
MUSIC: Mohammed Abdel Wahhab 
[print damaged due to a fire] 
1948 
4/12/48 
Bolbol Effendi /  
Mr. Nightingale 
STARRING: Farid al-Atrash, Ṣabāḥ 
DIR: Ḥussayn Fawzi 
MUSIC: Farid al-Atrash [songs] 
1949 
1/3/49 
Aḥibbak Inta / 
 I Love You 
 
STARRING: Farid al-Atrash, Sāmīa 
Gamāl, Ismā`īl Yassin 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash [songs]; Aziz 
Sadeq 
1949 
9/22/49 
Ghazal al-Bināt / 
 The Flirtation of Girls 
 
STARRING: Layla Murād, Anwar Wagdi, 
Naguīb al-Rīḥānī, Mohammed Abdel 
Wahhab 
DIR: Anwar Wagdi 
MUSIC: Mohammed Abdel Wahhab 
1949 
9/26/49 
Lahalibo 
 
STARRING: Ḥassan Fayīq, Naima Akef 
DIR: Ḥussayn Fawzi 
MUSIC: `Alī Farrāj 
1949 
11/28/49 
`Afrīta Hānem  /  
The Genie Lady 
 
STARRING: Farid al-Atrash, Sāmīa 
Gamāl, Ismā`īl Yassin 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash 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1949  Sībūnī ‘Aghani /  
Let Me Sing 
 
STARRING: Ṣabāḥ, Sa`ad Abdel 
Wahhab, Ismā`īl Yassin 
DIR: Ḥussayn Fawzi 
MUSIC: Mohammed ‘Abd al-Wahhab 
1950 
10/11/50 
Yasmine  STARRING: Fayrouz, Anwar Wagdi 
DIR: Anwar Wagdi 
1950  Akher Kedba /  
The Last Lie 
 
STARRING: Farid al-Atrash, Sāmīa 
Gamāl, Ismā`īl Yassin 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash [songs] 
1950 
2/20/50 
Shāṭa al-Gharām / 
Shore of Love 
 
STARRING: Layla Murād, Ḥussayn 
Ṣadqi, Taḥīa Carioca 
DIR: Henry Barakat 
MUSIC: `Alī Farrāj, `Azit al-Jāhali 
1951 
9/3/51 
Ta`āla Sallim / 
 Say Hello 
STARRING: Farid al-Atrash, Sāmīa 
Gamāl, Ismā`īl Yassin 
DIR: Ḥelmi Rafla 
MUSIC: Farid al-Atrash [songs] 
1952 
2/21/52 
Mā Ta’ūlsh le Ḥad/ 
Don’t Tell Anyone  
 
STARRING: Farid al-Atrash, Nūr al-Hoda, 
Sāmīa Gamāl 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash [songs] 
1952 
8/8/52 
`Ayza Itgawaz / 
 I Want to Get Married  
STARRING: Farid al-Atrash, Nūr al-Hoda 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash [songs] 
1952 
12/15/52 
Laḥn al-Khalūd / 
Immortal Song 
STARRING: Farid al-Atrash, Faten 
Hamama 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash [songs] 
1953 
3/23/53 
Dahab 
 
STARRING: Anwar Wagdi, Fayrouz, 
Ismā`īl Yassin 
DIR: Anwar Wagdi 
1953 
10/5/53 
Laḥn Ḥubbī  / 
 Melody of My Love 
STARRING: Farid al-Atrash, Ṣabāḥ 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash [songs] 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1954 
1/11/54 
`Azīza 
 
STARRING: Naima Akef, Farīd Shawqi 
DIR – Ḥussayn Fawzi 
MUSIC: `Ali Farrāj, Aḥmad Ṣabra, 
Maḥmūd al-Sharīf 
1954 
2/22/54 
Risālat Gharām / 
 Love Letter 
 
STARRING: Farid al-Atrash, Mariam 
Fakhr al-Dīn 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash [songs] 
1954 
3/1/54 
Struggle in the Valley 
 
STARRING: Omar Sharif, Faten Hamama 
DIR: Youssef Chahine 
MUSIC – Fū’ād al-Zahiri 
[non-musical] 
1955 
2/7/55 
`Ahed al-Hawa / 
Promise of Love  
STARRING: Farid al-Atrash, Mariam 
Fakhr al-Dīn 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash 
1955 
2/17/55 
Sigāra wa Kās / 
 A Cigarette & a Glass 
STARRING: Sāmīa Gamāl 
DIR: Niazi Musṭafa 
 
1955 
3/1/55 
 
Laḥn al-Wafā’ / 
 The Melody of Loyalty 
STARRING: Abdel Halim Hafiz / Shādīa 
DIR: Ibrāhīm ‘Amāra  
MUSIC: Moḥammad al-Mūgī, Kamāl al-
Ṭawīl [songs]  
1955 
3/7/55 
Ayāmnā al-Ḥelwa / 
 Our Lovely Days 
 
STARRING: Abdel Halim Hafiz, Omar 
Sharif, Faten Hamama, Aḥmad Ramzī 
DIR: Ḥelmi Ḥalīm 
MUSIC: Kamāl al-Ṭawīl, Moḥammad al-
Mūgī, Riyāḍ al-Sunbāṭī, Maḥmūd al-Sharīf 
[songs] 
1955 
10/15/55 
Layālī al-Ḥubb /  
Nights of Love 
 
STARRING: Abdel Halim Hafiz, ‘Amāl 
Farīd, Abdel al-Salām al-Nablusī 
DIR: Ḥelmi Rafla 
MUSIC: Kamāl al-Ṭawīl, Riyāḍ al-Sunbāṭī, 
Maḥmūd al-Sharīf, `Azit al-Gahli [songs] 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1955 
11/6/55 
Quṣa Ḥubbī /  
My Love Story 
STARRING: Farid al-Atrash, Imān 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash [songs] 
1955 
12/5/55 
Ayām wa Layāli /  
Days & Nights 
 
STARRING: Abdel Halim Hafiz, Imān, 
Aḥmad Ramzī 
DIR: Henry Barakat 
MUSIC: Mohammed Abdel Wahhab 
3/7/56  Maw`id Gharām/  
A Date  
 
STARRING: Abdel Halim Hafiz, Faten 
Hamama 
DIR: Henry Barakat 
MUSIC: Moḥammad al-Mūgī, Kamāl al-
Ṭawīl, Maḥmūd al-Sharīf [songs]; Andre 
Ryder 
1956 
4/30/56 
Izzay Ansāk /  
How Can I Forget You? 
 
STARRING: Farid al-Atrash, Ṣabāḥ, 
Rushdi Abaza 
DIR: Aḥmad Badrakhān 
MUSIC: Farid al-Atrash [songs] 
1956 
10/15/56 
Dalīla 
 
STARRING: Abdel Halim Hafiz, Shādīa 
DIR: Moḥammad Karīm 
MUSIC: Kamāl al-Ṭawīl, Moḥammad al-
Mūgī, Munīr Murād [songs]; Fū’ād al-
Zāhiri 
1956 
10/29/56 
Wadd`at Ḥubbak / 
Farewell to Your Love 
STARRING: Farid al-Atrash, Shādīa 
DIR: Youssef Chahine 
MUSIC: Farid al-Atrash 
1956  al-Mufattish al-`Āmm / 
The Inspector General 
STARRING: Taḥīa Carioca, Ismā`īl 
Yassin 
DIR: Helmi Rafla 
1957 
1/21/57 
Bināt al-Yom /  
Girls of Today 
 
STARRING: Abdel Halim Hafiz, Māgda, 
Aḥmad Ramzī 
DIR: Henry Barakat 
MUSIC - Mohammed Abdel Wahhab 
1957 
4/29/57 
Inta Ḥabbībī /  
You are My Darling 
STARRING: Farid al-Atrash, Shādīa 
DIR: Youssef Chahine 
MUSIC: Farid al-Atrash [songs] 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1957 
7/1/57 
Tamr Ḥenna  
 
STARRING: Naima Akef, Aḥmad Ramzī, 
`Abd al-Salām al-Nablusī 
DIR: Ḥussayn Fawzi 
1957 
10/7/57 
al-Wisāda al-Khāliya / 
The Empty Pillow 
 
STARRING: Abdel Halim Hafiz, Lubna 
`Abd al-`Azīz, Aḥmad Ramzī 
DIR: Ṣalāḥ Abu Sayf 
MUSIC: Kamāl al-Ṭawīl, Moḥammad al-
Mūgī, Munīr Murād [songs]; Fū’ād al-
Zāhiri 
1957 
12/22/57 
Fati Aḥlāmī /  
Boy of My Dreams  
STARRING: Abdel Halim Hafiz / `Abd al-
Salām al-Nablusi 
DIR: Ḥelmi Rafla 
SONGS -  Kamāl al-Ṭawīl, Moḥammad al-
Mūgī, Munīr Murād, Baligh Ḥamdi 
[songs]; Fū’ād al-Zāhiri 
1958 
1/20/58 
Bab al-Hadīd /  
Cairo Station 
 
STARRING: Youssef Chahine, Hind 
Rostom 
DIR: Youssef Chahine 
1958 
2/1/58 
Mālīsh Ghīrak /  
I Have No One But You 
 
STARRING: Farid al-Atrash, Mariam 
Fakhr al-Dīn 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash [songs] 
1958 
10/13/58 
Shari`a al-Ḥubb /  
Street of Love 
STARRING Abdel Halim Hafiz, Ṣabāḥ, 
`Abd al-Salām al-Nablusī 
DIR: ‘Az al-Dīn Zulfikār 
MUSIC: Kamāl al-Ṭawīl, Moḥammad al-
Mūgī, Munīr Murād [songs]; Andre Ryder 
1959 
3/2/59 
Ḥassan wa Na`īma / 
Hassan & Naima 
STARRING: So`ad Ḥosni, Moḥram Fū’ād 
DIR: Henry Barakat 
1959 
4/6/59 
Ḥikāyat al-Ḥubb /  
Story of Love 
 
STARRING: Abdel Halim Hafiz, Mariam 
Fakhr al-Dīn, `Abd al-Salām al-Nablusī 
DIR: Ḥelmi Ḥalīm 
MUSIC: Kamāl al-Ṭawīl, Moḥammad al-
Mūgī, Munīr Murād [songs]; Andre Ryder 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1959 
12/3/59 
Min Agl Ḥubbī /  
For the Sake of My Love  
STARRING: Farid al-Atrash, Māgda, 
Layla Fawzi 
DIR: Kamāl al-Shaykh 
MUSIC: Farid al-Atrash [songs]; Andre 
Ryder [underscore] 
1961 
1/1/61 
Shāta’ al-Ḥubb /  
Shore of Love  
 
STARRING: Farid al-Atrash, Samīra 
Aḥmad, Taḥīa Carioca 
DIR: Henry Barakat 
MUSIC: Farid al-Atrash 
1990 
8/20/90 
Iskandariyya Kamān wa 
Kamān / 
Alexandria…Again & 
Again 
STARRING: Youssef Chahine, `Amr `Abd 
al-Galīl 
DIR: Youssef Chahine 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Appendix B: Number of Films Produced in Egypt from 1927 to 1963 
 
Silent Films 
1927-1928  3 
1928-1929  4 
1929-1930  2 
1930-1931  3 
1931-1932  2 
  TOTAL 14 
 
Sound Films Produced Before the First Film of Studio Misr 
1931-1932  3 
1932-1933  7 
1933-1934  6 
1934-1935  6 
1935-1936  8 
  TOTAL 30 
 
From the Premiere of the First Film of Studio Misr 
1935-1936  4 
1936-1937  16 
1937-1938  15 
1938-1939  13 
1939-1940  13 
1940-1941  11 
1941-1942  15 
1942-1943  18 
1943-1944  19 
1944-1945  28 
  TOTAL 152 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Films After the War 
1945-1946  52 
1946-1947  59 
1947-1948  51 
1948-1949  47 
1949-1950  42 
1950-1951  48 
1951-1952  60 
  TOTAL 359 
 
Films After the Revolution 
1952-1953  63 
1953-1954  62 
1954-1955  61 
1955-1956  41 
1956-1957  35 
1957-1958  47 
1958-1959  60 
1959-1960  57 
1960-1961  59 
1961-1962  45 
1962-1963  46 
  TOTAL 576 
 
TOTAL SOUND FILMS 1931-1963: 1,117 
(Ḥassan 1995, 228-36) 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